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PROGRAM 
Symphonies of Wind Instruments (1920) Igor Stra· ky 
(1882-1971) 
Music for Strings, Percussion and Celesta (1936) Bela Bart6k 
(1881-1945) 
Andante tranquilo 
Allegro 
Adagio 
Allegro molto 
-Intermission-
Symphony No. 3, Op. 36 (1976) 
"Symphony of Sorrowful Songs" 
Lento 
Lento e largo 
Lento 
Karyl Ryczek, soprano 
Henryk Gorecki 
(b. 1933) 
We are grateful to Dr. Richard Cornell and Frank L. Battisti for their 
TEXT & TRANS LA TIO NS 
Henryk Gorecki (b. 1933) 
Symphony No. 3, Op. 36 (1976) 
Synku mi!y I wybrany 
Rozdziel z matk~ swoje rany 
A wszakom ci~, synku mily, 
w swem sercu nosida, 
A takiez tobie wiernie s}uzyla. 
Przemow k matce, bych si~ uciesy!a 
Bo ju± jidziesz ode mnie, 
moja nadzieja mila 
My son, my chosen and beloved 
Share your wounds with your mother 
And because, dear son, I have 
always carried you in my heart 
And always served you faithfully 
Speak to your mother, to make her 
happy 
Although you are already leaving me, 
my cherished hope 
(Lamentation of the Holy Cross Monastery from the "Lysag6ra Songs" collection) 
Mamo, nie p!acz, nie. 
Nie]Jos Przeczysta Kr6lowo, 
T~ - w sze wspieraj mnie. 
ZL.. _ has Mario. 
No, mother, do not weep, 
Most chaste Queen of Heaven 
Support me always. 
"Zdrowas Mario." 
(Prayer incribed on wall 3 of cell no. 3 in the basement of"Palace," the Gestapo's headquarters, 
with the sinature of Helena Wanda Blazusiakowno and the words "18 years old, imprisoned since 
26 September, 1944") 
Kajze mi sie podziol-
m6j synocek mily? 
Pewnie go w powstaniu 
zle wrogi zabily. 
Wy niedobrzy ludzie, 
dlo Boga swietego 
·Zodnej jo podpory 
juz nie bydda mia-l-a, 
chocbych moje stare 
ocy wyp!akala 
Chocby z mych-lez gorkich 
drugo Odra byla,'jesce by synocka 
minie ozywi±a. 
Lezy on tam w grobie, 
a jo nie wiem kandy, 
choc sie opytuja 
mi~dzy ludzmi wsandy. 
Maze nieborocek 
lezy kaj w dolecku, 
a m6g!by se lygac 
na swoim przypiecku 
Ej, cwierkejcie mu tam, 
wy rtosecki boze, 
ki~.~ -· mamulicka 
zr;i. ~go nie maze. 
J-1. ty, boze kwiecie, 
kwitnijze w okolo, 
niech sie synockowi 
Where has he gone 
My dearest son? 
Perhaps during the uprising 
The cruel enemy killed him 
Ah, you bad people 
In the name of God, the most Holy, 
Tell me, why did you kill 
My son? 
Never again 
Were my bitter tears 
to create another River Oder 
They would not restore to life 
My son 
He lies in his grave 
and I know not where 
Though I keep asking people 
Everywhere 
Perhaps the poor child 
Lies in a rough ditch 
and instead he could have been 
lying in his warm bed 
Oh, sing for him, 
God's little song-birds 
Since his mother 
Cannot find him 
And you, God's little flowers 
May you blossom all around 
So that my son may sleep happily 
PROGRAM NOTES 
Igor Stravinsky (1882-1971) 
Symphonies of Wind Instruments (1920) 
In 1925, at his first press conference in America, Igor Stravinsky stated 
that "Les Symphonies d'Instuments a Vent was designed as a grand chant, an 
objective cry of wind instruments, in place of the warm human tone of the 
violins." (New York Times, January 6, 1925) Symbolically reinforcing the 
concept of plaintive chant, Stravinsky initially scored the long opening 
flute/ clarinet duos without bar-lines, a less-than-surprising gesture from the 
man who musicologist Richard Taruskin has dubbed the "reinventor of 
rites." Stravinsky conceived of Les Symphonies as a tombeau for Claude 
Debussy and contributed the ending chorale section to the issue of Revue 
Musicale wholly dedicated to the memory of his friend and supporter. Like 
his earlier mentor, Rimsky-Korsakov, Stravinsky delighted in 
experimenting with instrumental color, the skillfully woven variety of wind 
colors of Les Symphonies serving as an 'accessory' to the chant-like melody. 
His sketchbooks reveal that Stravinsky originally scored Les Symphonies to 
include harmonium and later added a string quartet, only to remove it as 
part of the orchestrational process that ultimately led to his masterpiece 
for wind instruments. 
Stravinsky and his family moved from Switzerland to Brittany in the 
summer of 1920 and Symphonies was the first major work to be finished 
thereafter, placing it squarely between the so-called "Russian" and 
"Neoclassic" periods of his career. Not a symphony in the Classic-Romantic 
sense, Stravinsky imagined the work in the sense of the older definition of 
the term, meaning literally "a sounding together" or "concord." In a program 
note that accompanied performances of the 1920s, Stravinsky described the 
work as an arrangement of "tonal masses . ... sculptured in marble .. .. to be 
regarded objectively by the ear." By removing the connective material 
normally associated with symphonic form, and instead surrounding his ideas 
with silences, Stravinsky created a structure resembling a series of short 
litanies in which each statement is taken up by groupings of wind 
instruments, clearly illuminating these dramatic 'soundings.' Stravinsky's 
structural approach to Les Symphonies has been linked to the visual art of 
Cubism, but Taruskin alternatively suggests that tl)e structure resembles 
that of the Russian Orthodox liturgy for the Office of the Dead, and urges 
the listener to hear in the dominant musical motive of the piece the 
Slavonic word: Alliluiya. Although constructed in three movements, the 
work is played without pause between its larger sections. 
Russian elements, such as the repeated use of octatonicism in the 
refrain, mingle with the classicism evident in the economy of the writing. A 
chorale figures prominently in Symphonies, both in the opening and again 
with the augmented statement in the final fifty bars of tbe work (the first 
fully developed examfle of the Stravinskian coda.) The chorale theme, a 
series of static vertica chords evocative of the harmonies of The Rite of 
Spring, foreshadows moods from passages of Stravinsky's Oedipus Rex and 
Symphonies of Psalms, while the climax of the piece, the "Russian Dance," 
recalls Petrouchka . 
The first performance of the Symphonies took place in London in QueE 
Hall on June 10, 1921, under the baton of Stravinsky's friend, Serge 
Koussevitzky, but was rather badly received by both the audience and 
critics. Stravinsky revised the piece in 1947, not only in response to the cool 
reception, but also as a result of the inaccessibility of his publishing 
company during World War II. 
Stravinsky, Vera and Robert Craft. Stravinsky: in Pictures imd Docu111enfs . New York: Simon & 
Schuster, 1978. 
Tansman, Alexandre. Igor Stravinsky: The Man and His Music. New York: Putnam & Sons, 1949. 
Taruskin, Richard . Strm>insky and the Russian Traditio11s: A Biography of the Works Through 
Mavra.vol. II, Berkeley: University of California Press, 1996. 
Bela Bart6k (1881-1945) 
Music for Strings, Percussion and Celesta (1936) 
Bart6k chose a highly Lmusual grouping of instruments in his answer to 
his commission from Paul Sacher in celebration of the tenth anniversary of 
the Basel Chamber Orchestra. His scoring, calling for double string 
ori:i1' · tra with celesta, harp, piano, xylophone, timpani and a collection of 
pt.: sion for one player, provided him with a playground full of inventive 
sonorities that stimulated the composer's imagination. 'Ute teclmiques with 
which he had experimented in his Fourth and Fifth String Quartets became 
an integral part of the sonic arsenal for the antiphonally J?laced string 
orchestras. Additionally, Bart6k's scoring for the percuss10nist consistently 
exploits the least traditional sounds available to each instrument. The piece 
premiered under the baton of Sacher in Basel in 1937 to critical acclaim and 
has been gathering accolades ever since. 
Music for Strings, Percussion and Celesta is one of the most intensively 
organized of all ofBart6k's compositions. The material from all four 
movements springs from the four sections of the fugal subject of the opening 
,movement, a bold teclmical experiment in monothematicism. The sfow, 
circuitous subject chromatically encompasses all eight semitones between A 
and E, and each subsequent subject entry occurs as part of a pattern of 
alternating higher and lower fifths. Remarkably, Bart6k never introduces 
any matenal from outside the orbit of the fugal subject: no countersubject, not 
one episode, nor any free counterpoint. Marking the climax of the first 
movement, the subject enters at the farthest tonal point from its start, the 
pitch E-flat, signaling a symmetrical journey, via the inversion of the 
subject, toward the return to a unison on the pitch A. 
In his own highly technical program notes for this piece, Bart6k 
assigned the second movement to sonata form, i.dentifymg the main tonality 
as C and discussing a development in which an altered form of the fugue 
subject appears. As a small rhythmic ploy, Bart6k changed the duple meter 
of the exposition to triple time in the recapitulation. The movement is full 
of contrasts and the antiphonal use of the string ensembles with the other 
sonic constituents. 
The Adagio oyens with the xylophone repeatedly striking the 
crystalline pitch o F. The strings then/lay a melody employing the 
Bulgarian folk rhythms Bart6k so love , interspersed with various effects of 
tril" ·iissandi and double stops exploiting the overtone series. The piano, 
h/. d celesta float ethereally in accompaniment as Bart6k winds his 
way 1rough the six sections of the movement, bound together by the four 
motives of the fugue subject. The re-sounding of the opening xylophone solo 
marks the completion of the palindromic form. 
Bart6k set the finale as a dance, making a play on Bulgarian rhythmic 
figures mesh into the rondo-like structure. Unexpected sonic groupings prance 
buoyantly in alternation, a feast for the ears and the eyes. TI1e chromatic 
turns of the fugue subject are reconfigured to direct us toward tonal thinking, 
hurtling us to a sudden whirlwind fmish. 
An exemplar for modernism in music, Bart6k never disappoints. 
However, not to be dismissed is his acknowledgement of his musical 
heritage, combining both Hungarian folk styles and Western art-music. 
Bart6k merely travels further on paths once blazed by Bach and Beethoven. 
Although certain features of his music resemble the Neo-Classic Stravinsky, 
Bart6k remained true to his own voice. 
Henryk Gorecki (b. 1933) 
Symphony No. 3, Op. 36 (1976) 
Virtually isolated from the rest of the artistic world until the 
dismantling of the Soviet Empire, Henryk Gorecki personifies the Polish 
'character' in his determination to persevere in the face of great difficulty. 
Although virh.ially self-taught in music, Gorecki unabashedly approad 
Boleslaw Szabelski (a former student of Karol Szymanowski) for 
composition lessons. His studies with Szabelski at the Kotowice 
Conservatory not only advanced the younger man's technical skills, but also 
gave Gorecki access to the scores of the traditional masters held at the 
Conservatory, in addition to providing him with valuable exposure to the 
currents of contemporary composition. 
Influenced in part by Messiaen and late Scriabin, Gorecki often uses the 
symbolism of numbers, chords and colors to illuminate metafhysical 
concepts. In Symphony No. 3 (often called the "Symphony o Sorrowful 
Songs") Gorecki fuses song and symphony, and drawing upon techniques 
associated with the minimalist school of composition, shares his particular 
vision of sorrow and its transcendence. Kajze mi sie poidziol moj synocek 
mily (Where has he gone, my dear young son), a folksong traceable to the 
Silesian uprisings against the Germans of 1919-21, stands as Gorecki's 
philosophical and motivic point of departure for the entire symphony, 
culminating with its use as the theme of the final movement. Gorecki 
characterized the song as "the great grief and laml::!nting of a mother who 
has lost her son," adding, "I do not kitow if a 'professional' poet would create 
such a powerful entity out of such terse, simple words." 
Sketching the movements in reverse order, Gorecki chose the text for the 
second movement from an inscription etched by a prisoner on the wall of cell 
#3 of the "Palace." During World War II, the Gestapo converted Palace 
Podhala, a former guesthouse in the Zakopane area of the Tatra Mountains, 
into a house of interrogation and torture. In an effort to transcend the realm 
of twentieth-century war traumas already embodied in the work, Gorecki 
centered the opening movement around a conciliatory text from a fifteenth-
century Polish prayer known as the Holy Cross Lament. For the melodic 
theme of this first movement, Gorecki combined eight measures of a Lenten 
beggar's song with the modal elements of a Polish hyrrm, exploiting in 
particular the pitches E-G#-F#. Using his hybrid "church song," Gorecki 
constructed an arch-like canon for strings over the course of the movemen(: 
which the pinnacle of the arch is reached via the cumulative effect of tL. 
eight main instrumental enl1ies. Gorecki briefly suspends the canon to place 
into relief the fragmented lullaby sung by the soprano, itself an echo of the 
three-note motto. Gorecki mirrors the first half oI the movement during the 
textural descent of the canon and ends as he began, with the solo statement of 
the cantus firmus played by the basses. 
Gorecki combines the three-note motto (now in the major mode) with a 
drone to serve as the foundation for the second movement. TI1e transparent 
opening chord jarringly plunges to the depths of a pedal, engulfing the 
tremulous vocal utterance, "Mamo" (Mama/ Mother). The subsequent 
sequential phrases climax with the singer's plea to the Queen of Heaven, 
and the movement closes with the stark chanting of the prayer "Hail, Mary, 
full of grace." 
The third movement is essentially a set of variations on the Silesian 
folksong. The melody of Kajze mi sie poidziol, dominates both the OJ?ening 
and the coda of this movement, a standard procedure for this tradit10nal 
form. Gorecki's variations explore polyrhythms and also draw on what he 
called the "cradling motif" (borrowed from the vocal climax of the first 
movement), all the while from a minimalist stylistic perspective. 
The Third Symphony premiered at the avant-garde festival in 
Ror· ' ~April of 1977 under the baton of Ernest Bour, and was soon followed 
by a·_ formance in Warsaw in September of that year. Its 'discovery' in the 
West can be largely credited to the 1argely unexpected conunercial success of 
the 1992 recording featuring the London Sinfonietta, David Zinman, and 
Dawn Upshaw. 
Program notes by Karen Ruymarm. 
MEET THE SOLOIST 
Karyl Ryczek, soprano, has performed widely and with critical acclaim 
throughout the northeast corridor, on the opera, oratorio and concert stage. 
Some of the organizations with which Ms. Ryczek has performed, include 
Tli.e Cantata Singers, Boston Baroque, the Monadnock Music Festival and the 
Boston Academy of Music. Ms. Ryczek made her Boston Operatic debut with 
Collage New Music in the premiere performance of Charles Fussell's opera, 
The Astronaut's Tale. 
Concert appearances include the Hingham Symphony, Symphony by the 
Sea, The Concord Orchestra and the New Bedford Symphony. Favoring the 
recital stage, she has enjoyed experiences at the Isabeffa Stewart Gardner 
Museum, the French Library, Lincoln Center's Bruno Walter Memorial 
Auditorium and the Edward M. Pickman concert hall. Ms. Ryczek has 
performed the Bachianas Brasilieras #5 with the Parisian based L'Octuor 
ae Violoncelles. In December, she will perform the Copland Twelve Poems 
by Emily Dickinson and Aaron Jay Kernis' Valentines at the Naumkeag 
Chamber Series in Salem and at the Longy School of Music. In November, 
Ms. Ryczek will be the soloist with the Manchester Choral Society and will 
return as a featured soloist with Boston Musi.ca Viva. 
Mr. Ryczek has been a Fellow to the Bach Aria Festival and Institute, 
held at Stony Brook, N.Y. She is a Finalist and the Bernard Taylor award 
recipient for the 29th National Association of Teachers of Singing Artist's 
awar".l' ·-~ 1995, Ms. Ryczek captured first prize in the NATS Boston 
S::ha1v'. . JPro-Tra~k division. Ms. Ryczek has r~corded ~ith Boston Baroque 
m tfie ·l:'lewly attnbuted Mozart opera, Der Stem der Weisen, and most 
recently in Cluck's Iphegenie en Tauride. Ms. Ryczek holds voice faculty 
positions at the Longy School of Music and at Bridgewater State College. 
MEET TI-IE CONDUCTOR 
Professor of Music at the Boston University School for the Arts, 
David Hoose is Director of Orchestral Activities and Conductor of the 
Boston University Symphony Orchestra. Mr. Hoose is also music director of 
three distinguished organizations: the Cantata Singers & Ensemble and 
Collage New Music (both of Boston) and the Tallahassee Symphony 
Orchestra. He has appeared as guest conductor of the Singapore Symphony 
Orchestra, Saint Louis Symphony Orchestra, Utah Symphony Orchestra, 
Boston Symphony Chamber Players, Korean Broadcasting System 
Symphony Orchestra (KBS), Orchestra Regionale Toscana (Italy), Handel 
& Haydn Society, and the Jtme Opera Festival of New Jersey. Mr. Hoose has 
conducted the Emmanuel Chamber Orchestra, Pro Arte Chamber Orchestra, 
Chorus Pro Musica, Back Bay Chorale, American-Soviet Festival Orchestra 
(all of Boston), as well as the Quad City Symphony, Ann Arbor Sympl 
Cayuga Chamber Orchestra, and the New Hampshire, Warebrook, ant.. 
Tanglewood Music Festivals. He has also been a guest conductor at the 
Eastman School of Music, the Shepherd School of Music at Rice University, 
the University of Southern California School of Music, and the New 
England Conservatory. 
Mr. Hoose has been a recipient of the ASCAP Chorus America 
Award for Ad.venturesome Programming (with the Cantata Singers & 
Ensemble), has been recognized as Musician of the Year by the Boston Globe, 
and has been a recipient, as a member of the Emmanuel Wind Quintet, of the 
Walter Naumburg Award for Chamber Music. As a fellowship conducting 
student at the Tanglewood Music Center, he was recipient of the Dmitri 
Mitropoulos Award. Mr. Hoose's recordings appear on the Koch, Nonesuch, 
Delos, CRI, GunMar, and New World labels. 
On November 10 and 12, David Hoose will conduct the Cantata 
Singers and Ensemble in the Boston premiere of John Harbison's Four Psalms, 
commissioi.1ed by the Israeli Consulate of Chicago and first performed by the 
01icago Symphony Orchestra in commemoration of the fiftieth anniversary 
of the State of Israel. Also on the program will be Bach's Cantata No. 21, 
"Ich hatte viel Bekummernis." On January 19 and 21, the Cantata Singers 
and Ensemble will present a program of music by Jewish composers, including 
choruses from Kurt Weill's The Eternal Road, Darius Milhaud's La Creation 
du monde, and Arnold Schoenberg's Psalm 130: De proftmdis. Arthur 
Honegger's Le Roi David will complete this program. Concerts will be held 
at the New England Conservatory's Jordan Hall. Tickets may be purcl i 
online at www.cantatasingers.org, or by calling (617) 267-6502. 
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UPCOMING EVENTS 
Boston University Chamber Orchestra 
Akiko Fujimoto & Michalis Economou, conductors 
Yuri & Dana Mazurkevich, violin 
The Tsai Performance Center 
685 Commonwealth Avenue 
Opera Institute Fringe Festival 
Coffee Cantata by Johann Sebastian Bach 
A Picnic Cantata by Paul Bowles 
Sharon Daniels, director of opera programs 
Jeffrey Stevens, musical director 
David Gately, guest stage director 
Admission: $5; students free of charge 
Boston University Studio Theatre 210 
264 Huntington Avenue 
Muir String Quartet with Michele Levin, piano 
The Tsai Performance Center 
685 Commonwealth Avenue 
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* * * * * * * * * * * * * * * * * 
You can help suppD1't these talented young artists by joining the 
Friends of Music at the School for the Arts. For information, please 
contact Jennifer Shepard, Director of Development, Boston Univer!'~ .... , 
School for the Arts, 855 Commonwealth Avenue, Boston, MA 022E 
call 617/353-7293. 
